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Abstract:
Designing and Achieving Airness: Theatrical Lighting Design of Airness by Chelsea Marcantel
Colleen Doherty
This is the account of the lighting design process for Airness by Chelsea Marcantel. This
show was designed using all my learned skills and the equipment available. This account will
take the reader through an analysis of the play, the design process, research, technical process,
and it concludes with a self-evaluation. This thesis is supported by outside sources, images, and
documentation.

Acknowledgments
I want to express my gratitude and appreciation to Sean and Kelly Doherty and their
never-ending support of what I love. I would not be the person I am today without your
guidance and support. Also thank you to Christopher Sheriff for always being in my corner.
I also want to thank the School of Theatre & Dance Faculty at West Virginia University,
especially Professor Alan McEwen. Thank you for giving me this opportunity and letting me
learn from you.

iii

Table of Contents:
Abstract …………………………………………………………………………………………...

ii

Acknowledgment…………………………………………………………………………………..

iii

Table of Contents ………………………………………………………………………………….

iv

Table of Figures …………………………………………………………………………………...

v

Introduction ……………………………………………………………………………………….

1

Play Analysis ……………………………………………………………………………………...

2

Design Approach ………………………………………………………………………………….

12

Research …………………………………………………………………………………………..

18

The Process: The Beginning ……………………………………………………………………..

23

The Process: Load-in ……………………………………………………………………………

29

Execution: Technical Rehearsals to Opening Night ………………………………………………

37

Self-Evaluation/Conclusion ……………………………………………………………………….

44

Work Cited/Photo Credit ………………………………………………………………………….

48

Appendix A: Research Photos …………………………………………………………………….

49

Appendix B: Documents …………………………………………………………………………..

54

Appendix C: Practical Progress Photos …………………………………………………………...

57

Appendix D: Lighting Plot ………………………………………………………………………..

59

Appendix E: Production Photos …………………………………………………………………..

61

iv

Table of Figures:
Figure A: First Level of Bar Lighting …………………………………………………………….

18

Figure B: Second level of Lighting ……………………………………………………………….

18

Figure C: Bar Sign Research ……………………………………………………………………... 19
Figure D: Under Bar Lighting ……………………………………………………………………. 19
Figure E: Shelving Lighting Research ……………………………………………………………

19

Figure F: Final Level of Bar Lighting ……………………………………………………………. 19
Figure G: Green Room Research ……………………………………………………………….

20

Figure H: Commercial Research…………………………………………………………………..

20

Figure I: Final Competition Color Research ……………………………………………………..

21

Figure J: Final Competition Research ……………………………………………………………. 21
Figure K: Lightbox Mock-up ……………………………………………………………………..

27

Figure L: LED Tape Bar Install by Hannah Kramer ……………………………………………... 30
Figure M: In Progress Shelving LED Tape Install ……………………………………………….. 31

v

Introduction:
When first assigned Airness for my thesis, I was intrigued by the concept of the show
before ever reading the script. A show about air guitar is a new idea that I had not seen yet in
production, at least not as the main subject of the show. Once I read the script, I was excited to
get started. It was, at its core, a show about being yourself and creating lasting relationships
instead of competition.
The show itself lends to comedy with the exciting characters and the fun music and
performances. It also has moments where it can have an emotional impact on people. It might be
Facebender talking about reconnecting with his daughter or Nina and David's argument about
their breakup and their differences. At first glance, you might miss some of the more hearttouching moments that you might not normally see in a comedy.
Since this show does include music as a main part, I wanted to take the approach of a
musical, where the lighting helps reflect the emotions and actions of the characters while also
helping to move the story along. I also wanted the lighting to help drive home the fact that each
character has their own personality and how much of their personality is reflected in their song
choices. This thesis will document my lighting design process starting from my initial readthrough of the script up to the opening night.
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Play Analysis
Analysis of a show is typically the first step when it comes to design. As a designer, we
need to know what the show is trying to portray and how as artists we can help show this to the
audience in a way they will understand. This is a play about air guitar competitions and the
performers that frequent them. When you look closer you find in-depth and impactful moments
on the individual characters and their situations. The themes of the show are as abundant as the
songs. The most pronounced themes you can see right from the start are the themes of friendship
and being true to yourself. In this section of my thesis, I will go through each song choice and
how I wanted them portrayed in lighting, as well as talk about some of the more important
moments in the show and how that shapes how the audience sees the characters.
In this show, we follow our main character, Nina. Nina is jaded by her fiancé breaking
up with her and destroying their band. So, she decides to join the air guitar circuit to try and take
the title of National Air Guitar Champion from him. In doing so, she makes new friends and
learns the true meaning of “airness”. Her new friends help get her out of her vendetta mindset
and she lets herself become free and she finds herself in air guitar. She grows as a person and
becomes more accepting during her journey. Airness is about being authentic to your true self,
letting go of your inhibitions, and accepting others as who they are (“Bloomburg”).
When you go in-depth, we learn why each of the other main characters loves air guitar
and what it means to them. Chelsea Marcantel provides six main characters that lend themselves
to the six pillars of air guitar. D-Vicious (David Cooper) represents Charisma, Shreddy Eddy
(Ed Leary) represents Artistic Merit, Golden Thunder (Gabe Patridge) represents Originality,
Facebender (Mark Lender) represents Feeling, Cannibal Queen (Astrid Anderson) represents
Technical Ability, and The Nina (Nina O’Neal) represents “Airness”. While the show itself
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explores the six pillars, in actual competition there are only three categories that the performers
are judged on: technical ability, stage presence, and “airness” (Childer).
Through these categories, we can see where each of the pillars of air guitar fits into the
judging categories. The definition of “airness” from an actual competitor, Eric “Mean” Malean,
is “having that spark of creativity. Being someone who makes the song come alive”
(“Electrifying History”). It can also be defined as the extent to which the performance
transcends the imitation of a real guitar and becomes an art form in and of itself (Childer). The
definition of Technical Ability is showcasing something close to the original fretwork of the
song (Childer). You could also put Artistic Merit into the category of technical ability based on
the definition. It is showcasing the physical performance of the song. The last three pillars Originality, Charisma, and Feeling can all fit under stage presence. Stage presence is a quality
that attracts attention on the stage (“Stage Presence”). Charisma and Feeling are both things that
can affect the emotions of the audience to draw them in more to the performance. Originality
makes it more enjoyable for the audience to watch because it is a new performance, and it is not
something they have seen before.
Throughout the entirety of the show, the songs the characters perform and suggest are
reflections of their respective pillars. Starting with Golden Thunder and Originality, he took the
“Supercut of Unity” and made it his performance. He cut together “Johnny B. Goode” by Chuck
Berry, “Rock Box” by Run DMC, and “Get By” by Talib Kweli, then added his own elements to
convey his message. Scene 1 is where we learn why air guitar is so important to Golden
Thunder. Golden Thunder is an activist and sees air guitar as a unifying force rather than a
competition. In the stage directions, it states that he does a costume reveal and has a shirt
underneath that reads “Make Air Not War” (Marcantel 23). To quote him from the script “Air
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guitar is not about me, it’s about we.” (Marcantel). One of the main things that Nina learns from
Golden Thunder is if you pick a bad cut of music, it will be hard to place in the competition.
Facebender who represents the pillar of Feeling is a very emotional character, he has his
heart on his sleeve and cares deeply for his friends. We learned in Vignette 1, as Eddy is
teaching Nina about the competitions, that Facebender’s highest marks are in Feeling.
Facebender at first glance seems very proper. He is older than the rest of the group and
speaks formally compared to the other characters. He speaks with a foreign accent that lends
itself to the formal quality of his persona. As far as we can tell from the script, the other
characters use their normal voices when interacting with each other.
In Scene 2 in San Diego, we learn that Facebender has a daughter that is coming to see
him perform, and he is nervous about that. As Facebender is lamenting his life choices and
worrying about messing up his performance, we get a glimpse of the real Facebender. The
playwright wants the audience to see him drop his persona and share his feelings with his
friends. We see a more human side of him. It is rare in this show to see people outside of their
personas, so seeing him drop it so drastically is a very compelling moment. The scene is
surrounded by his friends using comedy to lighten the mood, but it is an emotional time for him.
When trying to connect with his daughter in San Diego, Facebender picks the song “Keep on
Loving you” by REO Speedwagon - a song all about love and emotions.
While we do not see her competition song, Cannibal Queen’s encore song of “Arpeggios
from Hell” by Yngwie Malmsteen in Scene 3 in the Boston bar shows her technical skills. Her
performance is high in skill level, and it is a straightforward song. The song is full of fast and
difficult arpeggios that need lots of practice to get right. She is able to perfectly mimic the
strumming and finger placement needed on a real guitar for the arpeggios on the air guitar. The
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playwright offers us a glimpse into the true Cannibal Queen as she tries to help Nina with her
performance. Deep down Cannibal Queen wants the same recognition as the men in these
competitions. She has seen the way they treat women and does not want Nina to fall for the
same traps. She tells Nina not to dress like a prostitute and to not give them any reason to write
her off. Cannibal Queen doesn’t want Nina to be more eye candy for the men in the competition
world. She has seen it happen before and it causes the men to write off any female competitors
they see.
Towards the end of the show, we see Cannibal Queen’s persona disappear briefly as well.
When trying to build Nina up before her performance later in the play, she talks about a shield
she has to carry around with her all day, every day just to be safe and move through the world
(Marcantel 57). She can let go when onstage and act the way that society says women should
not act. She wants to escape that environment, but it comes to light that D-Vicious sees her as
inferior because she is a woman and she supposedly “has it easy” (Marcantel 55). She is upset
that the world she thought was safe has been tarnished by someone she cared about. Under the
angry persona, she is protecting herself from being in a male-dominated competition and is tired
of not having any female friends.
D-Vicious’ song choice and performance show his attitude towards air guitar in general.
His song is “Cum on Feel the Noize”. He uses this song in the prologue, showing he is
grandiose and has that big rock and roll personality. The song has a lot of potential for audience
interaction for him to show off his charisma and stage presence. The second time we see him
use the song is in the final competition against Nina and the rest of the characters. The other
performers comment on the fact that he used the same song two years in a row. They conclude
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that it is an insult to the competition and to air guitar itself (Marcantel 69). He has gotten to the
point that he no longer loves the art of air guitar. He loves the way it makes him famous.
Shreddy Eddy, who represents Artistic Merit, believes in the art of air guitar and the true
art form it can be. Air guitar is from a time before you wanted to be cool, and when you would
just let loose and not care what people thought about you. Eddy does not want to deal with adult
life, he admits that he resonates with The Ramones’ message about grown-up life being
overrated. His mindset about growing up becomes evident when he has a conversation with Nina
about why he chose “I Don’t Wanna Grow Up” by The Ramones, as his qualifier song. His
song shows that he does not want to grow up and give up the fun parts of his life for the more
adult phase. The Ramones are a punk rock group, typically a genre of music associated with
rebellious teenagers. This genre resonates with Eddy due to the fact that he does not want to
grow up and he wants to rebel against the societal norm saying he has to give up the fun parts of
his life just because he got older. We also see that Eddy has a more critical eye than some of his
companions. He can offer constructive criticism while also being supportive of his friend. He
wants air guitar to be fun and jovial, but also stay artistic.
The bar in San Diego is where we see more character development from Nina as she
becomes one with the group and helps Facebender pick out a new song. Nina also comes up
with her persona of “The Nina”. She first says the name as she is confronted by Cannibal Queen
at the bar. Typically, she would avoid Cannibal Queen altogether. That choice might not seem
as creative as the other persona titles but there is more to the name when looking at it closer. At
the beginning of the show, Shreddy Eddy describes personas as a way to protect oneself from
everything outside of the music. You have your persona to fall back on if you start to doubt your
performance skills. Nina’s persona, “The Nina”, is just her. It is still her name with very little
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separation or even an adjective added before it like Eddy’s. It is her up there performing,
needing to believe in herself before anything else.
Within Scene 3 in the Boston Green Room, we get to see the real D-Vicious and the real
intentions of Nina. We learn that while they were dating, Nina was very critical of D-Vicious
performing air guitar and that in doing so he ruined their lives by breaking up the band and
breaking up their relationship. From D-Vicious' perspective, Nina was unsupportive and did not
care about him anymore. He left with no warning, leaving Bon Jovi’s “You Give Love a Bad
Name” blaring in the apartment. Seeing both perspectives, you could feel bad for both parties:
Nina because D-Vicious left with no warning and broke up their band and relationship, and DVicious because he had found something he wanted to do with no support from his partner. But
looking into what they are saying, it seems more like this has happened before. Nina refers to his
“favorite” part of the argument, “Where I feel stupid and say too much and you have all the
power. You love this” (Marcantel 42). D-Vicious gets her worked up in anger and then because
her emotions are running so high her verbal filter turns off and she says whatever comes to mind,
good or bad. She would not know this was his “favorite” part of the argument unless they had
argued like this before. The whole argument has a sense of manipulation and past issues within
their relationship.
When it comes to the themes of friendship, there are many examples throughout the
show. The comradery between Shreddy Eddy, Facebender, and Golden Thunder is obvious very
soon after the scene begins. They greet each other with excitement and hugs. You can see how
important friendship and community are to them, and especially to Facebender. In Scene 4,
when we are in Chicago, Facebender tells Nina that he works as a Public Guardian. His job
entails going into the apartments or homes of people who have passed and looking through their
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stuff to find any sort of clue as to who this person was and who is their next of kin. He started
competing in air guitar to make a name for himself. He doesn’t want to be forgotten and not
have anyone care when he’s gone. He started air guitar to make a name for himself but in the
course of his career, he has found a community and friendships that will last him a lifetime. The
same can be said for Eddy. Towards the end of the show in Scene 6, while he is trying to
comfort Nina after she failed onstage, he tells her the story of his first competition. Eddy shows
her a video clip on his phone of him performing “Sweet Child of Mine”. He completely flopped
onstage, complete with someone throwing a shoe at him. He told Nina “I went back to the Green
Room in shame, trying to sneak out the back door. But before I could make my escape, Golden
was there. And Cannibal Queen, Facebender … They bought me shots. We laughed together.
They didn’t mock me. They didn’t kick me out because I failed. We all fail. That’s part of it,
and we’re all still here” (Marcantel 61). For Eddy, air guitar is a community before a
competition. From Eddy’s experience, we can see that the other competitors want to see each
other succeed and know that everyone is still learning.
For the theme of being yourself, there are multiple clear examples throughout the whole
story. The most apparent way we see this is in the personas each character creates. Their
personas reflect the part of themselves they value. Golden Thunder wants to send a message
with air guitar, so his persona is flashy and exciting. Cannibal Queen is all about female power
and technical abilities, so her persona is very straightforward, and doesn’t let anyone tell her how
to live her life.
While in the beginning seemed not to be that creative, Nina’s persona ended up being
very fitting for her. She becomes the “rock goddess” that can perform onstage with no problem.
The audience sees that when we enter the Dark Horse competition. The Dark Horse competition
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in air guitar is an invitation-only round of competition. The invitations are usually given to those
the judges see as having the potential for “airness”. This scene also plays into the theme of
confidence. While competing in New York the judges see potential in Nina and invite her to the
competition. She and the others are trying to figure out a song she can perform that shows her
true potential. All the other performers pick songs that would suit them. Golden Thunder
suggests “Cherry Bomb” by The Runaways in male drag, a known song with a shock twist.
Cannibal Queen suggests “For the Love of God '' by Steve Vai. She describes it as a technical
masterpiece. She is then called out by Eddy, “But that’s what you do, Cannibal Queen.”
(Marcantel 64). Finally, Facebender suggests she perform “I Believe in a Thing Called Love” by
The Darkness, a piece about emotion. Again, something that fits his character, not Nina’s.
As they are all arguing among themselves as to what she should perform, Nina has a
realization. She recalls back to how Shreddy Eddy described “airness” as “air guitar comes from
a time before you cared about looking cool.” (Marcantel 65). She remembered her song in her
childhood, from a time when she would be at slumber parties and flail around to the song. Nina
picked “Shadows of the Night '' by Pat Benatar as her Dark Horse competition song. It was a
song that she enjoyed and felt most like herself performing. She had finally picked a song that
was for her, and not for anything else. “Sweet Child of Mine” was done for ease, and “Crowd
Chant” was done to snub D-Vicious. Those songs weren’t authentically her.
Looking at Nina’s character arc throughout the show, we see her grow as a person and as
a performer of air guitar. In Scene 1, we see Nina come in overconfident in her abilities and
degrading the art of air guitar to the other performers. When she gets up onstage and realizes
how awkward it is and how horrible she is doing, she has a moment of clarity. She realizes how
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poorly she did and knows she needs help and for that help, she goes to Eddy. By Vignette 1
Nina starts to see the beauty of air guitar.
I believe there are two turning point moments in this vignette. One moment we see is
Facebender’s YouTube video performance when he is showing true genuine emotion about the
song. Nina even comments on it being beautiful. The other turning point in that scene is when
she and Eddy make a connection on guitar artist knowledge. She realizes that air guitar
performers take guitar just as seriously as physical guitar players.
Shifting gears to Scene 3, the Boston Green Room, where she and D-Vicious are arguing,
the audience learns of her true motives to hit D-Vicious where it hurts and take his title away
from him. During their argument, she goes off and speaks poorly of the other performers, the
ones who she has referred to as her friends. When she realizes they overheard her, she is
devastated. I believe this is the moment where her motives changed. She went from wanting to
hurt D-Vicious to desiring to get her friends back.
From there, her attitude about air guitar changed. She was able to get more into the
performances, not care about looking her best, and started to have fun. Nina goes along with the
tuning of the air guitars to win her friends back. Her character at the beginning of the show
would not have gone along with it. She would have thought it was demeaning or childish. In the
end, she had fun and enjoyed the act of air guitar as an art form, and not as a way to get back at
D-Vicious.
Throughout the show, we get to see multiple character arcs ranging from good to bad.
For some characters we got to see redemption (Nina) while in others we saw the downfall (DVicious). The entirety of the play is a lesson about learning to accept what you cannot change
and learn to be yourself. We see those lessons through almost every character. We learn about
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the need for friends that build you up and help you become a better version of yourself instead of
dragging you down for their own success.
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Design Approach
The design approach is unique to each designer, it ranges in many different ways. Some
only read it once, some read it more than once. Some designers wait until after they meet with
the director to start coming up with design ideas. Others have multiple ideas before meeting
with the rest of the production team. Within this section, I will take you through my design
approach and how I plan out my ideas.
For Airness, when I received the script, I read through it a total of three times. The first
time I read it was for the storyline. How did the plot progress and what was the show trying to
portray? The second time I was reading it to keep track of the different locations that were
needed and what numbers happened in which location. The show ended up needing three
different Green Rooms four bars, an interview look, a TV studio, and a final competition venue.
This is not counting the small vignettes that happened throughout the show as well. The third
time I read it was for specific lighting needs (i.e., practicals, effects, etc.) and where cues might
need to be placed. I roughed in broad stroke cues which included blackouts, scene changes, and
things in the script that were specifically mentioned.
Within the script, there were certain stage directions that I thought needed to be included
in my lighting design. An example of that is in Vignette 1 when Eddy is showing Nina a
YouTube video. The stage directions state “a small light comes up on NINA and EDDY with a
laptop on the side of the stage” (Marcantel 24). Also, within the directions, it says “three small
squares of light come up in the middle of the stage” (Marcantel 25). They are to light the
performers that are within the YouTube video and in a separate world from Nina and Eddy. I
notated both of these directions and made sure I was aware of them when making my cue list
later. In the first stage direction of Nina and Eddy, I wanted to recreate the look as it was noted
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in the script. A small pool of light onstage for them to be isolated in to create the feeling of them
being in a different world than the YouTube video that Eddy is showing Nina. For the stage
direction about the squares of light, I made the note in my cue list to look into it as I did not want
to make harsh squares onstage. I wanted to go for a softer look to give them the feeling of being
in a different environment than Eddy and Nina.
While Airness is a play with music, it does not fall easily into the musical category. It
aligns more with a concert type feel. The first thing people think of when they think of musicals
is someone onstage singing and dancing. Within Airness, more of the story is told through
spoken dialogue rather than through sung lyrics. The performers might lip-sync, but there is no
sung dialogue in the show. When I do musicals, I consider the music as well as the
choreography. In musicals, the song world can disregard real-world constraints. In reality, there
are no fun-colored lights or spotlights that magically turn on and highlight the important person
in any situation. Within Airness the lighting had to conform to the reality we were creating
onstage. The reality we were creating was the bars improving as we got closer to the final
competition. From a lighting standpoint that means thinking about what equipment each bar
might have. While there is a performative aspect to the show the lighting was more akin to
concert lighting rather than musical lighting. Concert lighting goes more with the music and any
beat drops and musical beats that might occur. It does not go off of what the performer is
feeling, it strictly sticks to the music. While in musicals, there are moments that can go with
musical beats (i.e., musical buttons) the lighting in musicals typically goes with the character’s
emotions and the circumstances around them.
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To keep me on track while designing, I went through my cue list and made a note by each
of the bar scenes about the different effects I would use during the performances in each bar. I
wanted to play with adding layers of effects and equipment as the show progressed.
For the first bar located in Staten Island NY, I decided the bar would have very minimal
effects. Professor Leland Blair wanted Nina's first performance to have nothing but a harsh
spotlight on her to show her failure at air guitar. I decided it was probably the least equipped of
the bars for a music competition. The only thing I wanted to do was a very basic flashing
lighting effect. This would give the bar a feeling of low energy and a lack of spark. The
production team wanted this bar to be like a dive bar and have a smaller feeling to it in terms of
size. What this entails for lighting is giving it a feeling of kind of run down and dingy. The best
way to achieve that was lower intensity level lighting and a warmer color temperature.
In the San Diego bar, I wanted to add color effects to the performances. The San Diego
bar was now the next step up from the New York bar. This bar needed to feel like it had slightly
better equipment compared to the first bar. This bar wanted to feel like a pub-style bar. Not as
flashy as the high-end bars but is still a step up from the dive bar scenario, upping the lighting
intensity but keeping it warm can help to achieve that look. What that achieves is giving it more
of a welcoming environment by making it feel warm and comfortable.
After that, in the Boston Bar, the production team wanted this location to feel like a
sports bar. It needed to feel like a more modern sports bar compared to a pub. To do this it was
given a cooler color temperature while still keeping it bright to make it feel welcoming. As this
bar was yet another improvement compared to the ones that came before I also wanted to add
another layer to the performances. If I put movers into my plot, then there would be the option
of either a static gobo or a spinning gobo. This would add two more layers that could be played
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with that could help show the equipment upgrades in the bars to further the narrative we were
trying to portray.
For the final two bars, Chicago and New York City, I planned to mix and match as we
got higher up in the quality. This would give me some variety in the looks onstage I could create
for the bars. The emphasis was on the layers that could be added. The layers could help show
that each bar had better equipment as the show progressed. For the general look of the bars, I
wanted to switch back to using a warmer color palette for the lighting in Chicago, but I also
wanted to use practicals to show improvement. So, in the Chicago bar they could be on in one
static color then in the New York bar it could be doing a subtle color effect to show an
improvement of the bars.
For the final competition, I wanted the performance to be exciting. This is the biggest
performance of the characters' careers. This is the moment they have been waiting for and it
needed to have the climactic end that the show was leading up to. The layers should all come
together for the final scene. For the finale, there needed to be more to the set than just the
instruments we had hung in the grid. I wanted to save movers for the final competition as they
are a very eye-catching tool. Because the human eye is drawn to movement, using movers in a
piece would draw the audience's eye. It was one more big layer that could be added to
accentuate the size and scope of the final competition. The goal of the final competition was to
make it feel big and exciting. Using multiple angels, colors, and styles of movement gave that
concert feeling we were going for.
Within each bar, there was a follow spot on the performer. This was a decision I made
early on to give the show a more presentational feeling to it. It helps to tell the audience what to
focus on. Within Nina’s first performance, there is a moment in the middle of it when the scene
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focuses on the other performers at the bar. That would be a moment where the spotlight could
dim and more light can come up on the bar, drawing the audience’s eye. Since the spotlight is
still very dim, it still tells the audience that Nina’s performance is still happening while the other
characters are talking.
Each song that the characters performed showed off what pillar of air guitar they
represented. I spent time listening to the music multiple times to make sure I knew it as well as
understood why the playwright chose those songs. D-Vicious has charisma; he is described in
the show as someone who can make the audience love him and hate him all within 60 seconds. I
interpreted that as flashy and showy. I knew for his musical numbers I wanted the performance
lighting to have a lot of movement and color. D-Vicious’s performances were in the prologue
and the final competition. His number would be visually exciting and draw the audience in.
Golden Thunder is Originality. His character has a big personality. Golden Thunder’s
performance for “Supercut of Unity” was a piece that was supposed to send a message. I wanted
the look to be energetic. Golden Thunder’s performance takes place in the first bar, so I needed
to keep the effects to a minimum. A flash effect could be used to bring some excitement to the
performance.
Shreddy Eddy is Artistic Merit; he has an artist's eye for air guitar. His lighting should fit
the music. I wanted the lighting to match the beats in the music. I didn’t want the lighting to
feel random. There needs to be a reason for the lighting to shift, and not just to hype up the
crowd. When listening to music there are certain moments that give the feeling of change. It
could be a beat drop in an intense rock song, or a long crescendo in a classical piece. Moments
like that in music make the brain feel like something should happen. Facebender is Feeling; his
songs are more emotional, not as big or showy. When reading his character and listening to his
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songs, I got more of a slow and smooth feel to them. I wanted to play with color more than
movement on his pieces. Cannibal Queen is Technical Ability. Her song “Arpeggios from Hell”
is a huge technical feat. I wanted the intensity of the lights to match the guitar scales that
happened throughout the song, almost as if to make a physical version of the song.
Nina's pillar is “airness”. She doesn't initially have the airness trait at the beginning of
the show, but she finds it along the way with the help of her new friends. So, in the beginning
there is no magic or fun lighting; it is very harsh and mean. Once she does find her airness, she
finds it in her childhood. Her song was from a time when it was fun and freeing to be loud and
rambunctious. I wanted the lighting to mimic that. For all her songs, I wanted to be fun and
have an element we didn't see in other characters' performances. An idea I had was to originally
save the movers or reserve a specific gobo for Nina’s performances.
I made a playlist of all the songs to listen to daily. I find that I come up with a lot of
ideas as things percolate in the back of my mind. There were times that called for sitting down
with a specific song and listening to it repeatedly to find the bigger moments in the music where
there should be a light shift. Through this, the timing where cues should happen was determined
so that way my programmer and I could go through and automate the cues for the air guitar
performances.
Overall, I wanted the show to read as a progression up to the final competition. Looking
at the scenic design, the major changes between the different bars were going to be the signs that
were displayed on the wall. There was going to be a need to have a heavier hand in making sure
the audience knew we were in different bars by using contrasting warm and cool colors to create
different looks and using different angles throughout. Scenically the bars were similar backdrops
with some signage and elements added and moved around.
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Research
After reading the show and meeting with the director, I moved on to the research phase.
Going through my bulleted list of needs and using it as my template to create my research
categories, I then started to find different photos to help portray my design ideas. Within this
section, I will recount my thoughts while researching and show some example images that were
used to present my artistic choices.
For the first bar in Staten Island, I found photos similar to Figure A. It didn’t need too
much fancy lighting. The bar needed the typical lighting you might see in a dive bar or a more
rundown-looking bar. The bar needed to feel plain, i.e., with simple lighting, not too much color
throughout, so when more elements were added later, it
would give the impression that each bar had more
upgraded equipment. Nina’s first performance was just a
harsh spotlight on her. Then for Golden Thunder’s
performance at the first bar, I wanted to add in a canned
intensity effect as if someone was just sitting at a light
Figure A. First Level of Bar Lighting

switch turning them on and off. The feeling of the guitar
performances was similar to a teenage band's basement performance that only has the bare
minimum of lighting equipment.
In the second bar, I wanted to add some more color and
practicals to the lighting elements. This bar might have one or two
LED (Light Emitting Diode) in its mix. The main research image
(Figure B) for this bar included some color plus an image that
Figure B. Second Level of Lighting

looks like it’s a bar with a stage but one step up from a dive bar.
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From talks with the scenic designer, we both liked the idea
of light-up beer signs. Since I did not know what the signs
were going to look like when initially researching, I found
a sign that was believed to be close to the vision in my head
and found Figure C. I also wanted to add LED tape

Figure C. Bar Sign Research

underneath the bar top and on the shelves behind the bar as an
element I could add to help elevate each bar. To show that idea to the director, I had Figure D in
my PowerPoint of research images.
In the third bar, there wanted to be development into a bit more elevated bar using
practicals. To convey this idea to the director
and the rest of the group, Figure E was used.
For the final level of bar lighting, Figure F
was my main example for the overall feel of
the scene. The feel I wanted to go for was
Figure D. Under bar lighting

upscale and fun. Color

movement would be added using the LED tape on the scenic
units. The color movement gives movement for the eye to see
and using bright colors evokes fun.
Outside of the bars, there

Figure E. Shelving lighting research

were also the Green Rooms, the
final performance, and the Sprite commercial to create lighting
looks for as well. For the Green Rooms, the director wanted them
more isolated, and they did not need to change too much lightingFigure F. Final level of bar lighting
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wise. They changed location onstage to denote the different Green Rooms. I wanted to convey a
“back-room” style Green Room, a space that
might also be used as a storage room when not
being used for the performers. Figure G shows a
more casual setup and basic plain lighting for the
Green Room. The research image shows minimal
practicals such as bare light bulbs and only
overhead lighting, this is very plain compared to

Figure G. Green Room Research

the competition research
which has more color and angles to it. For the Sprite commercial in
Vignette 2, isolating D-Vicious was the main goal since that scene
feels like it is supposed to show us where his downward spiral into a
villain started. Within the Vignette there was also another stage
direction in the script: “A small square of light comes up onstage.”
(Marcantel 45). I wanted to use an image to help convey that isolation
to the director as well as the other designers. Figure H was used as my
Figure H. Commercial Research

main research image for the commercial. This image is photoshopped

in a way where you do not see the spill light from the front light that is illuminating his face.
The image was still used in my research because it conveyed the feeling of isolation that needed
to be portrayed in the scene.
The final competition needed to be over-the-top when it came to the lighting. I wanted to
use all of the layers that had been used up until this point as well as add in some new ones. The
idea was proposed of having movers on road cases that rolled out in the final transition to give
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another element to add to the final competition. I wanted to emulate the
actual air guitar competitions and how they usually looked so the
photos used were from actual air guitar competitions. The song for the
final competition is “I Love Rock and Roll” by Joan Jett which in my
mind is a very warm-colored song as it is a powerful song that gives the
feeling of strength. Because of this, yellows, reds and oranges
were used in my research. Figure I is my main color inspiration

Figure I. Final Competition Color Research

for the final song. Another option
for “air candy” (creating color and movement in the air, not trying
to light the performer) for the final scene was adding Movers on
the floor to give another angle to play with the beams of light.
These images are examples of what could be achieved using
Figure J. Final Competition Research

atmospherics during the final competition. Using atmospherics
within shows helps to accentuate the beams of light and make the

movement more intense. Figure J was another research image used because it showed how nice
of a backdrop for the performers the beams would make. It also showed what was achievable
with the gear we have.
Overall, I wanted my research to help convey my ideas to my director and the rest of the
production crew as we went into this endeavor together. Due to the show being in a more
present day era, it was easier to keep my research in period. Within research, it is common to
stay in the time period of the show for your research images. When a play is set in the present
day it is easier to find photos of the present-day rather than a time before photos were common.
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The research needed to help convey the types of spaces needed and the practicals I wanted to add
to the overall feel of the show.
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The Process: The Beginning
The beginning process of designing a show starts with meetings. Typically, before the
initial meeting with the director, it is good to have the script read a few times and then have notes
on certain areas and specifics to remember for later. In this section of my paper, I will discuss
my initial ideas for the design of the show and how the meetings would shape the final product
of the show.
The script describes every bar as a dingy bar, the only difference is the geographical
location (Marcantel 8). The initial cue ideas for the bars were going to be a call back to the same
artistic interpretations but altered slightly so it has some differences, potentially changing color
temperature or lighting angles. When reading a script, I usually make an Excel sheet of locations
in the script by scene. Since the show was straightforward, I made a bulleted list so I could keep
myself on track. At the meeting, I learned we would be departing from what the script said.
Professor Blair wanted each bar to revamp as the show went on, each bar being a step up from
the last. How he described it to me was to look at each bar getting better equipment for the
performances.
I took this information and implemented it into my research. Scenic would also
implement some changes as well to help denote location switches. We would work in tandem
with each other to facilitate it. In my first research pass, I wanted to add color as we went to
denote each bar. The first bar was pretty much just warm white light and dim, I wanted it to feel
similar to a dive bar, small dingy, and unwelcoming. The next added in some very lightly
saturated side light and maybe a warmer top light, making it feel more like a warm welcoming
type bar. For the third bar, I wanted a more saturated cool side light as well as the top light to
give it a color temperature difference from the bar before and to make it feel cooler and more
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refined. For the final bar, I wanted to have the most color and warmth to the bar to make it feel
more exciting and better equipped than the other bars.
At the final design meeting, each designer presented their work. After the meeting, I
checked in with Professor McEwen and he suggested looking into adding some practicals to the
set to continue to help elevate and differentiate the bars. I met with Scenic Designer, Tyler Roth,
and talked about adding in some light-up beer signs and the idea of LED tape on the bottom of
the bar and along the backs of the shelves to light the bottles. While not everything was
cemented in place yet, we let the Technical Director, Charlie DiGiorgio, know that those might
be added. Then the three of us met again to solidify the ideas and how we wanted to run the
wires and cabling on the set. From there I found some research to show the director and added it
to my PowerPoint for our next meeting.
For the LED tape, I went through and planned what to use them for in each bar. I would
keep the practicals off in the first bar in Staten Island. This was to keep the feel of a dive bar and
that it didn’t have the best equipment. Within the second bar in San Diego, is where I would turn
on the beer signs for the first time. I kept them all a warm white to keep it simple and clean but
adding those elements would make it different from the first bar in Staten Island. For the third
bar in Boston, I would add some color to the LED tape. In the final bars in Chicago and New
York City, I would add in some more color and movement to create a more interesting look,
potentially doing a color effect on them.
Shortly after our meeting, the first run-through of the show occurred. It was important to
see the choreography of the air guitar performances. While I planned to take more of a concert
approach to the music and base the majority of my cues on beats and shifts within the music,
there might have been specific choreography that needed a lighting effect with it. From the run-
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through, I was able to get the emotion and the space used for each performance, so it was easier
to plan out my cues.
The run-through answered two questions: the choreography/blocking, and the location of
each Green Room. My plan was to isolate the area of the stage for the Green Rooms to make
them feel as if they were in a different location, even though the walls would still be right behind
them. Within the show, there were other areas such as the vignettes I would need to isolate as
well. Being able to see the locations of those scenes during the run was helpful so I could write
down quick notes to myself for later while I was cueing.
During our paper tech meeting, there were cue looks that needed to be tweaked. Paper
tech is essentially where the director, lighting designer, and sound designer meet with the stage
manager to give the initial cues allowing them to organize their calling scripts for the upcoming
technical rehearsals. We had some extra time in the beginning so that gave the Sound Designer,
Noah Hamrick, and I some time to ask Professor Blair some clarification questions. I learned
that he wanted each transition to be brighter than the last to create a ramp up towards the final
transition where we spun the walls around. The transitions were still blue, but they needed to
have more visibility as the show went on.
The other thing I ended up changing within my cue planning was the look of the songs
being performed themselves. Luckily this didn’t impact what I would be telling our Stage
Manager, Seneca Phillips-McGraw, as the performances were going to be time-coded and
triggered by the Qlab file. I originally had the thought that the songs were not going to be rooted
in reality, that what the audience saw was the fantasy of the performer onstage. From my first
initial reading of the show, the stage directions described each bar as dirty and dingy (Marcantel
8). From that description, I had come to the conclusion that the looks of the performances are in
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the imagination of the performers. This was more solidified in my mind from one of Nina’s lines
in the final competition; “This is where you’ve been the whole time. In your mind. Even back
in Staten Island, you were here. You’ve always been here.” (Marcantel 68) The other
competitors have always been imagining that they were in the final competition. Even if they
were in a dive bar with no equipment. Professor Blair wanted the songs rooted in reality, as he
wanted the performances to also improve as the show went on, adding to the build-up to the final
competition. After our meeting, I sat down with my cue list to go through it more thoroughly
and plan out each performance. In each bar, I gave myself a different additional layer of lighting
effects I could add. I then edited my cue list so that everything was prepared with a list of what
was needed when we went in to cue the show.
After all the meetings and the initial start of Load-in, there are always a few items that get
caught as you get into the process. During the weeks leading up to Load-in, my team and I
wanted to try and get as much preparation done as possible. This included the installation of our
LED tape on all of the needed scenic units.
Scenic originally wanted the lightboxes to have a wooden frame and a back-painted
Plexi-glass front to allow for more light to come through. I worked closely with our Props
Artisan, Seret Cole, and discussed the construction method of the boxes. The idea was that Mrs.
Cole and Mr. Roth had to groove out small incisions on all sides of the frame, slide the Plexiglass into those grooves, and then attach the top piece permanently, nailing it into place. The
issue this created for lighting was that there was no access to the LED tape once everything was
put in place. We solved it by installing our tape while the Plexi-glass was out and only attaching
it to 3 of the 4 sides to account for them having to take a side off. We tested the LED tape every
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step of the way because once it was mounted and finished, there was no way to get to it.
Luckily, we had no hiccups with that during the technical rehearsals and run of the show.
I then met with the Paint Charge, Abigail Wagner, and discussed options for testing the
paint treatments. Ms. Wagner tested some diluted paint techniques on the Plexi-glass. The idea
transitioned into painted muslin fabric as Plexi-glass was more expensive and Ms. Wagner did
not want to risk ruining a piece of Plexi-glass and having to start over. She then created a mockup of the signs with a few different styles of treatment, some with diluted paint, some with an
untreated fabric area, and a patch of regular paint to see how the LED tape would affect it
(Figure K). From there, my team and I took the mock-up and set up the power source, decoder,
and tape directly into the lighting board. While we had everything set up we also went through
and tested all of the ports in our decoders to make sure they
all worked. After that, we ran through each color on our
LED tape. I originally anticipated only needing white light
in the signs but when testing the white LED tape in the shop
it heated up, and I did not want to put that in the lightboxes
for multiple hours, I decided to use LED tape that has red,
green and blue (RGB) diodes on it instead as that tape did
not heat up as much. From the test we did with the mockups from Ms. Wagner, Scenic decided to go with
printing the logos out on regular paper and mounting

Figure K. Lightbox muslin mock-up

them to the inside of the Plexi-glass.

27

Another big part of the beginning phases of production is making sure your crew and
yourself are on the same page and getting things prepped in a timely manner. Making plans and
keeping on track is a huge part of the job in theatre.
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The Process: Load-in
Load-in is a time in which all of the elements of a show start becoming physical. Scenic
starts to put in walls and platforms while Lighting starts to hang plots and plan practicals. It is
also a time for keeping on your toes and rolling with changes as they come. This section of my
thesis is about the Load-in process of Airness and the challenges and changes we faced as a
collective team.
During the beginning of the week for Load-in, there was a lot of emphasis on getting our
LED control in place to have it working by technical rehearsals. Since out of the two decoders
only one had the capability of controlling red, green, blue, and white diodes, I had to make a
choice of what wall needed more control as we would not be able to connect all of the LED tape
to one decoder. I chose the stage left wall to have more control over the colors, which was the
wall with the shelves and bar LEDs.
For the stage right wall, while the tape itself had a white diode on it, we ignored that wire
and only attached the red, green, and blue wires for the tape. Using color theory, I was able to
mix a satisfactory white light for the signs. Later, it worked in my favor using the RGB tape as I
was informed by the Technical Professor, Steven Neuenschwander, that Coors beer used a more
“golden white” color on its signs. Adjusting the red in the mix, I created a more golden color
and saved it as a preset for future fixes during technical rehearsals.
During the initial build and Load-in, I had meetings with Mr. Roth and Mr. DiGiorgio to
discuss how we wanted to proceed. We also discussed how running wires for the lightboxes
would impact the finishing of certain parts of the scenic walls. I had initially wanted to run the
wires in the stage right wall. I would have needed access to the inside of the wall to be able to
attach and run the cables through. Mr. DiGiorgio originally suggested a small access panel at the
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base of the door to grab the wires and run them, but I pointed out that the bottom of the door
would not be a sufficient spot to be able to reach the wires on the signs that were a few feet
above the door. At our next full production meeting, I asked Professor Blair if it was okay for
the wires for the boxes to run along the outside of the wall. He agreed and we moved forward
with that plan. Due to a building delay on the stage right wall, the lightboxes were not put in
until closer to our technical rehearsals. The initial wire run had not been completed but under the
decision of Professor Blair, we were told to re-run the wires through the wall itself. There were
no modified access panels other than one at the base of the door to allow access to our decoder
and power source. So, with the help of our Scene Shop Manager, Byron Utley, I instructed my
Production Electrician, Hannah Kramer, to snake the wires through the wall and out the offstage
side while I engaged with other tasks.
The next item that we wanted to get done before technical rehearsals were the LED tape
on the underside of the bar. Before it was built, I went over with Mr. DiGiorgio about
modifications to the bar that would need to happen for our LED
tape placement. Looking at the drafts of the bar together, Mr.
DiGiorgio added a groove as close as possible to the face of the
bar and a hole on the side of the bar facing to run our wires
through to our decoder. Once it was completed and before they
mounted the bar unit to the stage left wall, we attached our LED
tape to it. Due to the size of the groove, we couldn’t do what we
did for the lightboxes, i.e., putting small strips of gaff tape over
the tape and stapling the gaff so it wouldn’t fall (Figure L).
Figure L. LED Tape Bar Install by Hannah Kramer

Instead, we put the small strips of a gaff on the back of the LED
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tape and then put a small amount of hot glue on the pieces of the gaff to glue it into the groove
under the bar top. Measurements were taken beforehand on each side of the bar and used some
small wires to create a more secure bend in the tape to get around the corner. The hot glue and
gaff combination worked well, and we only had to fix the corner very minimally once they had
brought the bar into the space and installed it onto the unit.
The shelves were the last pieces of LED tape we attached as we wanted to wait until they
were installed before we finished them. We decided to wait to lessen the risk of them getting in
the way of installation or potentially getting pinched between the unit and the wall while the
scenic crew installed them. There were three shelves on the unit that we wanted to light up, so
instead of doing three separate runs of cables to the decoder
and having even more wires to deal with, we opted to have
them all be one continuous run (Figure M). Since the
shelving unit had not been built yet, I used the drawings
provided by Mr. DiGiorgio to take measurements to help us
accurately cut the LED tape. After sketching them out on
the chalkboard and showing Ms. Kramer how I wanted them
to run, I discussed with Mr. DiGiorgio where we needed
small notches on the shelves to be able to run
our wires through. We used our small 5-strand

Figure M. In Progress Shelving LED Tape Install

rainbow wire: a panel of 5 wires colored red,
green, blue, white, and black, to connect our runs of LED tape as this wire was small and we did
not care if it was painted over to hide it from the audience. After the LED tape was soldered
together and the shelves were installed on the stage left wall Ms. Kramer wove the LED tape

31

through the holes and down to the decoder on a shelf under the bar and then did the same gaff
tape and hot glue method as the bar LED tape to hold it in place.
The hang of the plot itself was an interesting challenge as it was my crew’s first time
hanging or focusing lighting instruments from our grid. Our lighting crew each semester is made
up of the Fundamentals of Lighting class (THET 220). It’s a combination of typically second or
third-year students varying in theatrical concentrations. Even with the hurdle of the students not
being lighting-oriented, the hanging of the plot went relatively quickly as the crew was excited to
learn and quick to follow directions from their supervisors. Due to building delays from the
scenic side, the walls were not installed at the top of Load-in. How Lighting remedied this by
staying more downstage with our hang in the grid to give scenic room to install their specialized
trolley and get the equipment in place. We also left out some fixtures to be hung after the walls
were up to avoid them getting hit when they raised up the walls. After the walls were fully
installed then we went in and hung those lights. Since the walls spun a full 180° around, we
made sure to tip the lights up while they were unfocused to avoid them getting hit when scenic
would later test the walls.
When it came to focusing, things went a bit slower due to multiple reasons. As I had
mentioned earlier, it was my crew’s first time focusing on our grid, so they were still getting
comfortable working in the air over people’s heads. I relied heavily on Ms. Kramer and my
fellow graduate student, Maren Taylor, to show them how to focus on the grid as I had to be on
the ground to direct the students on where to point the lights. Unfortunately, during the Load-in
of the plot, Ms. Taylor did get injured, so she was out of commission for physical activity. She
could be there as a supervisor to make sure the students understood what was happening as we
went.
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Another source of the slowdown was working around the scenic crew. Originally, I was
told that the walls would be installed starting the Monday of the second week of Load-in. I had
not been told anything different as we got closer to the middle of the first week, so I planned to
focus on the downstage fixtures on that Thursday. Unknown to me, Scenic had also decided to
install the walls that day as they were finished being built. Due to the time crunch, I said I would
work around them to focus my downstage fixtures and they needed the downstage area to bolt
the two pieces of the walls together. I did keep the lights on for the safety of the crew. Because
of that, I had to go back later when I got dark time and fixed the focus notes I had before
technical rehearsals. They installed the stage left wall on Thursday, but the other was installed
on the following Monday. While waiting for the stage right wall, I roughed in the front lights
and the wall specials by estimating the placement of the wall units based on the platform that
was installed in the space. Since the stage left wall was installed, I was able to do its specials
and front light with the actual unit in, only having to go back later and fix some focus to
accommodate our taller actors.
When you’ve worked on something for a while you are bound to accidentally miss
something within the paperwork. While working and instructing my students where to hang the
fixtures, I realized I had accidentally drafted a light in the same cell that scenic needed for their
wall support. Due to that catch, I reorganized a few lights and made the necessary changes to my
plot so we wouldn’t forget. The offending light was moved one cell downstage from its original
spot. It was also realized that compared to the ground plan and drafting the stage right wall was
more upstage than originally thought. So I took a pair of high sidelights and moved them
downstage so they could make the throw from stage left to light the area in front of the wall.

33

When it came time to focus our lights that were upstage, we ran into a few issues. The
walls ended up being taller than anticipated. Luckily it didn’t affect too much as the only lights I
had hung behind them were a bank of PAR cans (a simple lighting fixture shaped like a rounded
can) to give a rock and roll stage feel. The stage left wall was asymmetrical, and for the most
part, did not block the PARs at all when they were needed. The highest point on the wall did
block one pair of PARs so I had my crew strike and rehang them more offstage and we focused
them as a more angled backlight, hitting our “stage area” of the bars.
I spent a lot of the time toward the end of Week Two of Load-in working with my
Programmer, Kyleen Kelly, to get cues in the board and the timecodes right for technical
rehearsals. The programmer works with the lighting designer to create the cues and other presets
needed for the show. I’ve had people do programming for me before but typically there was still
time taken just by myself to create the focus palettes, groups, and other presets needed before
cueing to make the process go quickly. Prior experience with programmers required telling them
exactly what to type into the board, taking twice the normal time. However, Ms. Kelly had taken
some time during Load-in to set up the receiving time code and her palettes so that we were
ready when the time came to start cueing the show. Ms. Kelly and I spent the time getting cues
in the board and going back and adjusting as we went. We got into a rhythm with each other after
the first hour as we learned how the other worked. Some of the important things you need as a
programmer are speed and good communication skills. In a way, communication was a bit of a
language barrier in the beginning as we both learned how the other interpreted certain ideas. I
had to figure out how to explain what was needed for the look rather than just specifically telling
Ms. Kelly what channels to turn on and off. As we got into the swing of it, it was a very
enjoyable experience. It was nice to be able to bounce ideas off of someone and be able to talk
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through things more thoroughly. I was able to have a second pair of eyes checking to make sure
we were on the right track and to catch any small things that may have been missed.
It was especially helpful when we were getting into timecoding the musical
performances. Timecoding entails listening to the music and finding the exact time mark where
you want the cue to trigger. From there you work with the sound designer and/or operator to
have Qlab send timecodes to the lighting board. Qlab is the program that sound designers use to
create their cues for a show. Once that was set up Mr. Hamrick created cues in Qlab triggering
the lighting board and causing it to start a timer where it reads the timecode of the cues you have
written. This is nice because if one of your cues is off by a second or two you can edit that in
your lighting board and the rest of your cues are unaffected. For the process of the musical
performances, Ms. Kelly and I worked on getting the cues in the lighting board first. I had my
laptop set up with the music initially as we did not want to blast the music through the whole
theatre while the other departments were working. As we got closer to technical rehearsals, we
were able to use the sound system and the Qlab file to test our timecoding and how close we got
the cues to where we wanted them.
Once we got into checking the timing of everything, it was nice to have a second pair of
eyes that knew what was needed and was able to catch a timing issue that I missed. One song
that we worked meticulously on to make sure it was timed perfectly was “Crowd Chant”, Nina’s
NYC qualifier song. This song had a lot of back and forth between audience cheering and guitar
riffs, and I wanted to amplify that by using color and switching back and forth. This had to be
almost perfectly timed because if it was slightly off the effect would not have read as well. It
was a quick back and forth so with two people watching it, we were able to catch more issues
and fix them in less time than if I had been working by myself.

35

In the first bar where Nina and Golden Thunder performed, I only included intensity
effects as if someone was just sitting by an old out-of-date board turning the lights on and off. In
Scene 2, the second bar where Facebender performed, I added basic color effects as well, a soft
blue and purple fading moment to add to the emotion of his song choice. In the third Bar where
Cannibal Queen performs her encore, I designed a more in-depth intensity chase effect that went
with the up and down scales of her song “Arpeggios from Hell” and did a more intense strobe
effect on the top lights. In the bar where Shreddy Eddy performed, I added in gobos that spin to
give that feeling of movement without using the actual movers. I wanted to save that for the
final competition. As the show progressed and the quality of the bars continued to improve I
started to combine the layers that had been used so far in the show. For Nina’s redemption
performance, color effects were included for alternating colors during the guitar and audience
call and response. For the second song, “You give Love a Bad Name”, I had color effects and
spinning gobos for the movement moment again. In the final competition, I wanted to use all of
the layers to build up and create the biggest light show of the production.
In the end, we got to a place where we were satisfied before technical rehearsals. We
knew there would still be changes to make but overall, we were in a good place. We had the
necessary foundations built to make sure we were prepared for anything.
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Execution: Technical Rehearsals to Opening Night
Tech week is the week before the opening night of a play, musical or similar productions
in which all of the technical elements (such as costumes, lights, sound, set, and makeup) are
present during rehearsal for the first time. Before this, there are small-scale tests done on
swatches of the fabric and paint treatment examples to see how the angle, color, and intensity
will affect the overall look. This is also the time that the director can see how everything will
come together for the production. This section of the paper will go through the process of Tech
Week up until the opening night performance.
At the top of tech week, due to a delay in the scenic build, my crew and I were working
until the last minute. We wanted to wait until the scenic crew was finished on the walls before
we installed our equipment to avoid it getting sawdust or other debris in their fans. We had
tested all of our LED tape prior, so we knew it worked well before tech week. One of the big
practical items we were trying to finish was the LED tape on the bar and shelves. We had
already installed it before tech week. The only step we had left was to install the decoder and
power source. The LED decoder translates the information needed to control the LED tape into
the DMX512 protocol so that we can control it through our lighting board. The power supply we
used was to power the LED tape. It took the 120 voltage that was coming from the outlet and
stepped it down to 12 volts.
We ordered a second power source prior to technical rehearsals as we did not have two in
inventory. Since the walls rotated, we wanted to keep the wiring separate from each other. There
were two decoders in our inventory, but they were two different styles. Within color-changing
LED tape there are multiple wires, each correlating with one of the colors. The LED tape we had
was red, green, blue, and white, with a fifth wire for power. One of our decoders was able to do
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RGBW and the other was only able to do RGB. This meant that on one of the walls I would not
have the ability to turn on the white diodes of the tape. This was not detrimental as we still could
use the red, green, and blue diode to mix to a satisfactory white. I had to decide on which wall I
wanted more control over. I chose the stage left wall that had the under-bar and shelves LED
tape to have more control over as that was the one that would be doing color effects later in the
show and because the bar was also a major focal point of the action. After we had installed
everything in the space, we went to turn it on, and it did not work.
We knew it was a power issue as we could not get the LCD screen of the decoder to turn
on or show any indication of power. The issue was either the outlet, the cable running from the
outlet to the power source, or the power source itself. We tested the outlet we were plugged into
using a generic clip light, and the outlet was working. We then tested the extension cord in a
similar manner. We plugged the extension cord into the outlet and then put the clip light on the
other end to make sure the cord still worked. We then tried to plug the power supply back into
the outlet and we heard the issue. The fan in the power source started up, and then would
immediately shut off. The power supply was the issue. We thought that maybe the power
source was in the wrong mode (which may have caused an internal breaker to trip) but after
having Professor Josh Williamson look, it turned out that the power supply had just stopped
working. Professor Williamson put in an order for a replacement that same afternoon and we
would hopefully have a new one within a couple of days. As the first night of tech was that
night, we had only one wall working. While we had the stage right lightboxes already wired up
and both the decoder and power source connected and tucked into the wall behind our access
panel, I decided to get the power source from that wall and use it on the stage left wall as it was
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more important for Professor Blair to see the bar and shelves as those changed more frequently
throughout the show. Luckily the new power source came in about a day later.
While Ms. Taylor and Ms. Kramer were connecting our decoder and new power source to
the two LED tape runs, I was up at the board patching it in so we could assign it a channel for
control. When patching, the board has the different manufacturers as categories in the board.
This is due to different companies having different controllable parameters in their lights. Even
though the lighting board has numerous manufacturers and fixture profiles, some manufacturers
aren’t included in the board’s software. When this happens, we can go into a category called
generic and choose an overarching profile that fits what we are using. For the LED tape, we
used the profile “LED RGBWI” which can be found under the ‘generic’ tab. What this tells the
board for control purposes is that the first wire is red, the second wire is green, the third wire is
blue, the fourth wire is white and the fifth and final wire is the intensity (or power).
Once the new power source was installed it was connected to the decoder and tested to
make sure it still worked. As a test, I stepped through each of the colors to make sure all the
wires were in the proper place and had a good connection. This is where things got a little weird.
As I was stepping through colors, the bar and the shelves were not lining up, i.e., when the bar
was blue the shelves were green. This is a simple fix as that just means one of the wires got put
into the wrong input on the decoder, but that wasn’t the case. All of the wires were in the correct
junction; it just wasn’t translating to the board properly. The red diode in the bar LED tape did
not turn on at all, but that was just a loose wire that needed to be tightened. Whether it was the
wiring within the decoder or the LED tape, somewhere there was a miscommunication with the
wiring somehow. We initially had the idea of just going in and changing the patching. The
profile in the console only needs to know which wire is which, and we had other options within
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the board. We had GBRW and BRGW, but unfortunately, that was not working out as the white
didn’t change slots, so the color was still getting confused in translation. We ended up going
through, switching the wires and the terminal they were connected to until the LED tape on the
bar and the shelves matched in color.
Throughout tech week, the majority of the changes I had to make were within the cues
themselves. Once I was able to see the choreography with the lighting, I decided some changes
had to be made so that things would better match. I decided to completely redo the final song, “I
Love Rock and Roll” as I was trying to add more layers to it to make it feel bigger than life in
that final competition with more cues for more beats. I treated it as more of a concert than
anything to be able to get into that mindset for the lighting. To achieve that concert feel, all of
the layers leading up to the finale were added in. When redoing the finale, it was important to
pay more attention to the music itself than to the choreography of the performance. Because of
this, I was able to find multiple spots in the song where I could pull back a bit, so I didn’t risk
plateauing and having nowhere to go lighting-wise.
I ended up also adding in more spot cues as Professor Blair wanted something to happen
as each character stepped into the center stage to have their moment. With that information, I
knew I wanted to highlight each person when they came in, so I went with using the spotlights to
light each person. Instead of adding in a bunch of cues to then have to timecode and hope that
they would hit their mark every time perfectly, I decided to write each spot on its own fader. A
fader is a slider on the board that you can use to bring up a light to a certain intensity. I maxed
out the intensity at 50% as putting the spots at 100% is too aggressive. Because we used regular
conventional fixtures equipped with the ETC spot yolk, the controls were different compared to a
normal follow spot. Most follow spots have the ability to turn on and off (or to douse the light)

40

within the light mechanics. Since we used regular lighting fixtures, we plugged them into
dimmers and controlled them through the board. With the spot faders in place, the light board
operator would only have to push the fader up or down depending on what the stage manager
called, instead of triggering a cue. And since the rest of the song was time-coded, the rest of the
lights would continue uninterrupted.
Over the course of the week, Mr. Hambrick made changes to the audio tracks, meaning
there also needed to be changes made to my lighting cues. The biggest thing was making sure
that I had access to the updated songs to make sure my cues were still lined up and everything
was still triggered properly. There were multiple times throughout the week that I did not get the
updated file in time and some of the cues did not fire correctly. Fortunately, I was able to get
dark time during the day to fix things as we went and by opening all of the lighting cues lined up
with the music. Unfortunately, there were times when the Qlab did not trigger the lighting board
and it would cause the time code to not work. In that situation, I gave Ms. Phillips-McGraw the
cue lists with the time codes on them and she then would call it live as a backup.
There were also changes as we discovered that our initial ideas weren’t exactly what we
wanted. One of the things that Professor Blair and I had discussed beforehand was having each
transition style get brighter as the show progressed. Our transition looks initially were a simple
blue wash onstage. To achieve the brighter effect without getting too high in intensity too
quickly, I switched between raising the intensity and just adding a bit of white to make the blue
slightly lighter. The goal was to get brighter as we went and have the last transition into the final
competition be the brightest as Professor Blair wanted the audience to see the walls turning
around. While cueing, to make sure I was getting brighter as we went, I would use the transition
look prior and just adjust accordingly rather than guessing and hoping for the best. Once we got
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into technical rehearsals and saw the transition brightness play out, Professor Blair decided we
did not want to get brighter and requested we change it to strictly blue outs with only the final
transition being the brightest to see the rotation of the walls.
When designing the plot, there were a lot of areas I needed to cover as the performers
would go all the way up to the downstage railings in front of the audience. When we were in the
first bar in Staten Island, which was supposed to feel like a dive bar, Professor Blair wanted to
play with size and asked to take out some of the downstage light. I took out the first row of
lights and we kept them off for the remainder of the scene until that area became the “stage” for
the bar. Unfortunately, if a performer walked just slightly too far downstage, there was an
obvious line on their face. The next day it was decided it was too harsh of a line and Professor
Blair wanted to see what it looked like with a small amount of light on the downstage area to
hopefully soften the edge. It did soften to a satisfactory level, and we kept that alteration for the
remainder of the scene.
Some of the transition blues were also changed for full scene lighting, particularly when
we needed to go from the Green Room to the bar. The Green Rooms (Scenes 2, 3, 5, and 6) for
the show were created using rolling road cases to give the feeling of a small, enclosed area
onstage that I isolated with light. This caused some awkward transitions as the Green Room
took up parts of the stage that were needed for the next look. The stage was not big enough to
blackout that area so a scene change could occur while the scene progressed. The road cases
were also quite noisy when they rolled so it was a distraction from the actors playing out the
scene onstage. The majority of the time we were able to do a quick blue transition look so that
performers could do quick changes or grab props and the crew could get the road cases out of the
way. Scene 2 had no transition; they went directly from the Green Room to the bar with no
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pause in between the action (Marcantel 30). In this case, we programmed a fade from the Green
Room into the bar and the performers acknowledged the crew to create a comedic effect.
There were a few scenes where miscommunications got the better of us. In the opening
number at the very top of the song, there were multiple beats where I had cues happen. I went
with a building effect and added in different systems as the musical beats happened. It started as
a backlight system, it then added in one of the sides, then the next side, and finally the front light
for when the lyrics started. After seeing it initially, Professor Blair said he wanted it more
intense. I upped the intensity of it and made things a bit brighter. I then got the note to make it
more intense and that Professor Blair wanted it more isolated. So instead of a build, I just had
each system happen by itself. With this attempt, Professor Blair added that he liked the backlight
and that he did not want to see their faces. That is when it became clear what Professor Blair
wanted initially. After this, I switched between the red and purple backlight systems I had, and
instead of the front light when the lyrics started, I added side light instead.
Overall, for the tech week, it went smoothly with no major disasters. There are other
changes I would have made, i.e., reworking the song looks and tightening up the timecoding, but
overall, I was happy with the end product.
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Self-Evaluation/Conclusion
While the show may close, in my opinion, the designer is never truly done with it. There
is always something that they want to change. A show is never perfect unless you have
unlimited time and unlimited resources. Throughout the process of Airness, there were artistic
choices that could have been different, but there are also choices where I was proud. In this
section, I will go through the artistic choices that were appropriate and those decisions that did
not work.
I am happy that Professor McEwen pushed me to essentially throw everything I know
into this show. The LED tape looked good on the set under the bar and behind the shelves. The
tape added another element that I could use to help change each bar as the show progressed. The
movers helped activate the songs and performances as well. I was able to use the movers for
their gobos as well as their moving capabilities. The movers on road cases added another visual
element to the final competition. It was beneficial to use the movers in combination with the
haze to enhance the final number.
I wish I had put even more into practicals on the set. There were some visually
interesting moments with the LED tape while we were in the bars, but I wish I had found a way to
add something on the other side of the walls for the final competition. Having the LED tape and
the light-up signs made it feel anticlimactic when the walls would turn around for the final
competition. In hindsight, it would have had a nice effect if there were chaser bulbs (a lighting
effect similar to marquee signs) on the perimeter of the walls on the final competition side.
I am especially happy with the work I did with Ms. Kelly to get the timecoding just right
for the majority of the songs. I think my favorite song was “Crowd Chant” and having the
timing perfect on the call and response portions of the song. Due to the call and response nature
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of the song, if the color back and forth effect got off later in the song, it would be noticeable.
Ms. Kelly and I spent a lot of time on the board and with the music getting the timecoding just
right so that all of the cues lined up properly. Finally getting it perfect was really satisfying and
gave us a huge sense of accomplishment. On top of timecoding all of the pieces, Professor
McEwen suggested a different version of the timecode. Originally, I knew how to trigger the
board with a Qlab cue, but instead, Professor McEwen advocated using Qlab to send a time code,
and then the board would trigger itself when a certain timestamp was registered. It was a new
way of doing timecoding that I got to learn about.
I wish I had been given more time with a few of the songs such as “Arpeggios from Hell”
and “Cum on Feel the Noize” in particular. “Arpeggios from Hell” was enjoyable with the PARs
bouncing back and forth along with the scales. The PAR chase was not as tight in sequence as I
would have wanted them to be. The effect was “close enough” but not exact. In the final
competition version of “Cum on Feel the Noize '' there could have been a bit more variety in it.
Compared to the prologue version I did at the beginning of the show, the final competition
version felt similar. There was an opportunity to go bigger in the differences, but I did not go as
far as I should have. I was quite pleased during the slow-motion part where the other characters
are talking. I slowed down the effects and color shifts so that the lights went along with the actor
performing in slow-motion as well. Overall, with a lot of the songs I should have taken the extra
time to go through and clean them up a little more and tighten into that timecoding.
Within the production process, there were many instances of miscommunications and
misunderstandings. The big area it happened in was between scenic and lighting. When there
were scenic choices made by Mr. DiGiorgio I was not always informed. I tried to stay on top of
everything as best as I could but there were still instances that slipped by. The biggest instance
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was when the walls were supposed to get installed. I was originally told that both walls would
be installed on the Monday of the second week of Load-in. When that didn’t happen, I thought I
would be informed of a new date and was not. I will admit I should have asked about it when it
didn't happen when scheduled but it slipped my mind. That was when the occurrence of me
wanting to focus my lights and Mr. DiGiorgio wanting to install the walls happened on the first
day. It felt more often than not that lighting had to bend to the scenic build schedule during this
show as the walls were an important aspect and I did not want to be a hindrance to that.
There were also moments when I did have to question Mr. DiGiorgio to make sure I
understood what he was trying to do in certain situations. There was a lack of communication
and understanding between the four departments of technical direction, paints, props, and
lighting. There was an instance where Mr. DiGiorgio proposed the idea of installing the
lightboxes on the wall units before they were in the space. They originally were not going to be
installed until after the walls were raised in the space. He came and talked to me and when asked
why he wanted to install them early he responded that it would be easier to have everything
installed before he raised the walls. I asked if he had talked to paints or props about this
schedule change, but he had not. Then that turned into a small meeting between the four of us to
discuss. What cut the conversation short and revert us back to the original schedule of installing
after the walls were in the space, was me asking the question, how will Ms. Wagner paint the
walls if there are multiple items installed on them. This was a common theme of something not
being fully thought through and then having to make people stop what they are doing and have a
discussion to figure out what needed to happen.
There were also times when I had to ask for things multiple times on the scenic units that
were not noted on Mr. DiGiorgio’s technical drafts. An example of this was the hole we needed
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cut in the side of the bar to run our wires through. I was told the bar was done and ready for us,
when I went to inspect the bar, the hole was not there. I informed Mr. DiGiorgio of this, and he
told me it would be done shortly. It was still not done later that day. I then went to Mr. Utley
and asked him to drill the hole as the bar was his project. It was done shortly after, and Ms.
Kramer started installing the LED tape. There were also instances I had to ask multiple times
when something would be built. The original build schedule fell behind and I was not sent an
updated one. The unit I needed to know about was the shelves, so I had to ask multiple times
when they would be built so I could alter my original timeline of projects for my students. Once
my questions and requests had been answered the rest of the process went quite smoothly for
lighting.
Overall, I am happy with the production that was created. Throughout the process, I was
able to use the skills I have learned through my educational career and learn some new skills
along the way.
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Appendix A: Research Photos

Photo 1: First Level of Bar Lighting

Photo 2: 2nd Level of Lighting
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Photo 3: Final Bar Lighting

Photo 4: Light up Bar Sign Research
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Photo 5: Under Bar Lighting

Photo 6: Shelving LED Research
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Photo 7: Green Room Research

Photo 8: Commercial Research
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Photo 9: Final Competition Color Research

Photo 10: Final Competition Research
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Appendix B: Documents

Photo 11: Example Page from Cue List
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Photo 12: Magic Sheet
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Appendix C: Practical Progress Photos

Photo 13-15: Bar LED tape install
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Photo 16-18: Beer sign LED tape install
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Appendix D: Plots
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Appendix E: Production Photos

Photo 19: Final Competition

Photo 20: Boston Bar
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Photo 20: Boston Bar

Photo 21: “Keep on Loving You” Performance

Photo 22: “Supercut of Unity” Performance
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Photo 23: San Diego Bar

Photo 24: Green Room prior to Dark Horse Competition
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